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words, the pronunciation of the names of all prominent musi¬
cians, with dates of birth and death, a list of English terms with
their Italian, French, and German equivalents, and a list of the
most celebrated operas with their composers.
A most valuable book in any library, without regard to how
many other dictionaries that library contains.

FOUNDATION MATERIALS
By CHAS. W. LAND0N

PRICE, $1.00

The author of this work is considered the authority on the
teaching of beginners. His best efforts have gone into this work
and we can safely say that a more pleasing and interesting, yet
practical, piano method has never been published. A number
of special features will be found included. Particular attention
has been given to sight-reading. Each page has a motto. The
use of the pedal is taught. We consider the book an ideal one,
and have received nothing but words of commendation from all
who have used it.

How to Teach, How to Study
By E. M. SEFT0N

price, 50 CENTS

A work for all who teach. While designed to aid the young
teacher, the older teacher will likewise be benefited. He is the
best teacher who is most anxious to improve his method of
imparting knowledge.
This work deals with the fundamental and unchanging laws
that lie back and beyond ail methods.

** -«* V*

fully works out all the exercises contained in
a correct and rapid reader of music.
The
advance over any other book of its kind.
features to interest the pupil. Published also
30 cents each.

this book will b
book is a grea
Numerous new
in two parts, fo

THEORY OF INTERPRETATION
By A. J. GOODRICH

PRICE, $2.00

A Text-Book of Musical Expression

This new and complete system is applicable to musica
performance in general, all styles being included in the illustra
tions and explanations. It contains the essence of all othe
works on the subject.
The book is very progressive and the illustrations exhaustive
Handsomely printed and bound, with Index and Compendium

Lessons in Musical History
By JOHN C. FILLMORE

PRICE, S**50

This work is designed to be used as a Text-book in rrnfs'^
history, and has been adopted in most of the important sc 0
and conservatories in this country. No more plain or comp
hensive outline of musical history is to be found.
^
Every music pupil and every other person who desires
intelligent on the subject of music should study this boo-^

FOR SALE BY ALL MUSIC DEALERS AND BY THE PUBLISHER «* * *

THEO* PRESSER, oc 1708 CHESTNUT STREET, at

PHILADELPHIA, P^*

the pupil has a right to expect. Too often he gets
instruction in music only, to find himself unprepared
for responsibility.

Who is the more valuable man to society, the

simple melodies fluently, give easy exercises in two
parts; then in three and four parts. If you find diffi¬
culty in inventing these exercises, tunes or parts of
tunes, selected beforehand, may be used. Plain hymntunes or simple part-song3 in which there are no timedifficulties are useful to prepare for the singino- of
choruses.—D. B.
B

book-worm, who digs away in musty tomes and stores
away in his brain curiosities of knowledge, a great
mass of information, or the man who goes out among
his fellows and teaches, not by merely telling facts,
but

by showing

how

to apply

what

one

knows?

With the average man. perhaps, one day is largely a
repetition of the previous one, and in the course of
a score of years the representative of this great class
may have known but a very few occasions when his
routine was broken in upon.

But the music-teacher should not be content to be
classed with the average. He should seek a better
standing. And the more he grows away from the ex¬
periences of the average man the greater the neces¬
sity of being ready to meet new demands. This can
only be done by the knowledge of how one acted under
a similar experience and what was the result. All
our study and reading should tend toward the one
end: that we may be mentally alert, vigorous, and
ready in decision because we have been tried before.
A course of study in music ought to help the pupil
to a stronger character and to a preparedness for the
emergencies of life just as much as the education
which the member of any other profession receives.
The successful musician has in him the elements of a
successful man, and that is the basis of his success.
• • •
Count vox Moltke. generalissimo of the Prussian
forces in the Franco-Prussian War, is said to have
worked out the details of the campaign a long time
before the declaration of war, and it is still further
stated that his plans were carried out with but little
variation. He knew the end to be reached, the ground
to be covered, and the difficulties to be overcome.

eariy part ot this century at Norwich, England,
Miss Glover; but it was afterward greatlv improand popularized by Rev. .John Curwen. Through
untiring energy it became the national system
learning to sing in Great Britain, and has raised u
nation of singers. It is now taught in nearly all
the public schools in England. The parent-college
m London, and there are branch colleges in vari.
parts of the world.
The most noticeable feature of this svstem is thai
uses a letter notation in place of the" ordinary sti
notes. Apart from this, it is generally conceded
musicians that the educational principles of the s
tern are well worth studying. For a full account
the Tonic Sol-fa Method, read a little book cal
Memorials of John Curwen.”—D. B.
E. \\. B-—The blaeklead U3ed for pianos is not
same as that used in lead pencils. The blaeklead u
m piano actions is to be obtained of the Ameri.
lelt Company 110 and 112 East Thirteenth Str<
New \ ork, at la cents per ‘/.-lb. box and postage
'’"'f. u’th a Httle water and applied as a°pa‘
If the Ve Z and *.hen polished with chamoisPsk
If the lead does not remove a squeak, you must
looking in the wrong place for the squeak!
S. I. A.
Hungarian
F sharp, G,
giye it any

1. The Hungarian scale is used bv i
gypsies; it is as follows: C, D E-fl
A-flat, B, C. It is not at all nec^sary
especial study
necessary

whihU»b1-tUti°n
><* »>*■ the note ur
n hich a dissonance should resolve is sounded in ,
ScT”' 'nSteaJ °f in the V0ke that ha* the i
3. Mutation has several meanings:

(1) the char

themoMet°‘CeJrT
the «to
the man’s *
jn the
old hexachord svstem
thp
hexachord to another- ‘ n, th* f
*Tom c
twelfth stops in the mgan: ' ^
C‘U,nt’ a
.
enharmonic scale is one that proceeds
^harp, flat, and natural, as: C C-shan?
flof
D-sharp, E-flat, F. It exists oVinZory'in',

according to the signature. The same rule applies t
a double flat. For example: B-double flat would no
occur in a key in which B is not flatted, according to
the signature. Take the key of B-flat: B-double fla
is the chromatic lowering of the sixth degree of th
scale, and would he called lay.

C. M. M.—There is a musical paper, published in
London, Eng., called The Strati. This journal de
votes space in every issue to articles concerning th
violoncello.

M. F. W.—When a grace-note or even two notes in
octave used as an embellishment come before a chord
in the right hand the grace-note should be played a
the same moment as the chord for the left hand.
2. The second of two notes under a slur is generally
shortened whether it is marked staccato or not.

A. E. S.—The letters H. S., as used in some edition?
of Beethoven’s “Sonatas,” mean Haupt-Satz, or Chie
Theme, which is also equivalent to first subject
The letters S. S. I mean Seiten-Satz, equivalent w
our second subject. Sometimes the second subject can
be divided into two parts, in which case the tw
divisions are marked S. S. I and S. S. n.

N. B. G.—1. Modulation is generally defined as
change of key by means of connecting hannon'
Modulations are sometimes transient, that is, may *
for a few- chords only; at other times they are i
cided and last for an entire period or for sev®
periods. Some writers make a distinction b®y
change to a nearly related key and to a remote .
calling the former modulation, the latter transi
2. Teach the three forms of a minor scale: A®*,
monic, melodic, and the natural. The hannon
most used in modern music.
^
3. The tonic, supertonic, and mediant are e*
scale-names.
g
4. The composer. Sep. Winner, is a gentleman- ^
is quite advanced in years, and his home is in
delphia.

E. M. G.—The grading of music var*^tt,v
publications we grade from one to ten.
aDd
scale that is used in all educational instituti
is on the decimal system, which is adopted uni ^rin
but there are publishers that grade from J>ne
and others again from one to five, but all
S
ally adopting the decimal system.

would not be at a loss to know how to shade or
phrase, but would think and play musically. They
would know where freedom of expression existed, they
would be able to discern important and unimportant
notes and phrases, etc., and where to find, and how
to lead up to the climaxes.
*

*

*

CHOOSING TIECES.
WI1XIAM BENBOW.

parents protest so strongly that the teacher
feels compelled to substitute other music, the parents
by such an act take upon themselves the responsibility
and consequence;. But while this is conceded, it is
nevertheless a bad thing for all concerned when fric¬
tion exists between parent and teacher. And it can
be avoided.
Take several pieces of different variety, hold a
family council, play the pieces over, and there will
generally be no difficulty in finding one that will
prove satisfactory. You have the selection, they have
the choice.
Some teachers do choose things too good for the
pupil.
Kuskin was about right when he said: “All models
which are too good for him (a boy learning drawing)
should be kept out of his way. Contemplation of
works of art without understanding them jades the
faculties and enslaves the intelligence.”
Often the pupil has a better musical taste than his
parents. The wise teacher will see that he gets a good
share of the best material (for him) even if it has to
be smuggled in as “studies,” while the inferior things
may strut pretentiously under the title of “piecss.”
When

*

4

*

MIND PROPERTY.
THOMAS TAPPER.

Enter upon the new year’s work with the intention
cf having every child you teach hear some music
which you make part of his lesson. Two queries im-

and told to practice them every day in the same way,
before beginning the piece.
Then the teacher may tell the pupil to begin the
piece by playing the first four measures ten or twelve
times. He requires the pupil to tell the key and the
time, and then analyzes the four measures, showing
how the chords change and how the melody is related
to the change of the harmony. As the pupil repeats
the four measures, the teacher guides her thought, so
that she learns to think the same thought at each
repetition, and impels the pupil to exercise such care
over the motions of her fingers, that they get the
habit of doing the same thing in exactly the same
way. There may be no more than half a page gone
over in such a lesson, but the pupil learns what prac¬
ticing means, and that she cannot practice without
thinking; she finds it easier to practice after being
told how, and discovers that she learns her pieces
more quickly and more perfectly after such a lesson.

Study the Past.—To the past, included under the
term history, we are under deep obligations. All stu¬
dent-life is fed from history as represented in text¬
books and teachers. Through it the learner is con¬
stantly looking backward upon models in thought
and action drawn from the great storehouses of the
past. Therefrom he gathers mental stimulus and
spiritual inspiration, so assimilating the best things
said and acted among the accomplished facts as to fit
himself for new, worthy achievements through which
he. in turn, makes history for the times which follow.
Note how assiduously and intimately the great expo¬
nents of modern musical thought—Beethoven. Schu¬
mann, Chopin, and Liszt—studied the older classical
models, and how. starting from knowledge «o acquired,
each was able to break new paths in the fields of
music and to reveal in the mold of his own artistic
individuality more and more of the beauties of the
art in manifold directions—Carl Hoffman.

the musical world, principally by his Slavonic
dances and for his Slavonic rhapsodies. As a
tone-poet in orchestral writing, Dvorak is mag¬
nificently endowed, and his two recent composi¬
tions—namely, the overture “In Nature” and the
symphony “The New World,” which latter com¬
position is built upon Indian and southern Negro
melodics—are fine examples of Iris mastery of
tone-color.
Failing in his well-meant endeavor to found a
national music derived from sources used in his
symphony above mentioned, Dr. Dvorak left New
York city and returned to Bohemia, where he at
present resides, in the neighborhood of Prague.
MEYERBEER, Giacomo; born September 5, 1791, at
Berlin; died May 2, 1864, at Paris.
Meyerbeer showed an early talent for music, and
received the most careful training from men like
Franz Lauska, dementi, and Abt Vogler. Meyer¬
beer was a “Wandering Jew” in composition. He
had the best of everything at his disposal, never
knew the pangs of hunger or the privations
Beethoven, Wagner, or Schubert; he flourish
in an age when his operas, bombastic and spee
tacular as they are, were received w ith delight J
a public long accustomed to the similar inane
trash of the Italian school. In other words, a
though a master of the technic of his art. - eHr
beer sacrificed pure sentiment for gush nob •
of effect for downright cymbal-clash and richness
of imagination for circus-like and garish extra*

ganza.
.
Meyerbeer’s operas, which sustain his unp0^
tanee. are rapidly dying out in Germany,
serve but to illustrate forcibly the fact that, ®
ever great or talented a man may become,
*
accompanied by steadfast purpose and eanies ^
deavor toward high ideals, his name will ne

"J have a pupil who has been taking your ‘Stand¬
ard Graded Course' of another teacher and now has
come to me for instruction. She is now ready for
Book IV, but has never been given anything of
Mason’s Touch and Technic,’ nor anything aside from
scales and a few pieces. I have never studied ‘Touch
and Technic’ myself, but am not afraid to try it if
there are sufficient hints given in the different books.
Where shall I start her? Shall I give her your
‘Studies in Phrasing?’—M. E. C.”
You ought to give the pupil the fundamental forms
of the two-finger exercise, and the easiest way will lie
to take my form, a copy of which I am mailing to you
with this. It is merely an easy synopsis, additional
to the directions in the book. Mainly work her in the
arpeggios according to Mason's system—the dimin¬
ished chord and derivatives. If you will play through
the first six exercises in the arpeggio book, and then
carry out No, C with transferred accents, like Nos.
-, 3, ami 4; and then carry out all of these in Chords
A, III, IV, V, etc., you will have a variety of exer¬
cises aggregating for the fifteen chords of the C posi¬
tion no less than sixty. If the same chords be carried
out in alt varieties of measure (2, 3, 4, 6, 9, 12) and
w ith one, two, three, and four notes to a beat, re¬
spectively, no less than 3C0 exercises will result.
When the same things are done in reverse motion, a
like number in addition will be formed; and in twohand positions, as many more. Thus it is an easv
matter to form anywhere from two to four thousand
exercises from the arpeggio book, all of which nre
useful, and all interesting. Study this up and see
how much you understand of it When to the simple
exercises above mentioned we add rotations, of four
to seven or fifteen chords, with different rhythms,—
particularly 6. 9, and 12.—still further additions are
made. The general result of this practice, or so much
of it as you find practicable in a few months at the
rate of, say, twenty minutes a day, will be to make

provement and a much wider use of these exercises
during recent years; but it is still vastly below what
it should be. If it were a question between these
exercises and others doing the same mental and hand
work, it would be different; but it is not. It is a
question between these, which have the rudiments
of musical art in them, and the usual stupid mechan¬
ical and meaningless exercises of the German piano
teacher. And while I am about it I will say further
that out of hundreds of piano pupils returned from all
the leading German conservatories and private teach¬
ers, I have never heard any who play so well, so
modern, so free, and so much like artists as those of
Dr. Mason. Naturally he has many pupils who do
not do him credit; so has every prominent teacher.
Teachers do not manufacture talent. But his best
pupils, such as Miss Buck, Miss Martha Walther, and
others, play delightfully.
*

*

First find out whether it is a case of brain-lesion
or carelessness. If the former, have her skull trephined
at some good hospital. If the latter, as most likelv it
is, teach her the scales harmonically, as shown in the
Primer of Music,” by Dr. Mason and myself; have
her write all the scales and the leading chords with
proper signatures. Then she will eventually reach a
point where her mind will grasp the idea.
*

MAXIMS OF A SUCCESSFUL MAN.

The following rules for action have been selected
from a list ascribed to Mr. C. P. Huntington, the
multimillionaire, who died last month. While in¬
tended primarily for a young man in a business
career, they are just as applicable to the young music

teacher:
The great secret of success is laying by a nest egg
and adding to your little store—never spending more
than you make.
A young man should command what he is 'vor^1'
always keeping his eyes open to do better for him
self.
No one can follow in the footsteps of

another.

e

#

“What can I do for a pupil who is neglectful about
signatures?—W. M. M. S.”

*

that they do any good.

*

“Will you please tell me how to teach four notes
agamst three, as in the “Rondo” of Beethoven, opus
0, No. 1? I should like to understand more clearlv
the divisions of music into themes, periods, phrase^
“Cannot music be definitely analyzed just as literature is, into paragraphs, phrases, sentences, etc ♦
'l0 y°U,think °f ^fcgarten methods in
,- V • °° -VOU *dv,3e ,ls w* with little children pre¬
liminary to regular study?—K. D. B.”
r

must work out his own destiny.
,
If you observe the rules of honesty, integrity, an
economy and fear God, you have just as good a chance

as any man that may be cited.
Never allow a social obligation to interfere wit *
business engagement.
,
.
Lots of sorrow has been caused by men meddling *
a game regarding which they knew nothing with I
lows who did.
False pride is an enormous obstacle.
Never worry about to-morrow. To-day m

^

important issue.
^
Don’t watch the clock. The man who does wo
probably never be missed by his employer.
“Where sympathy is lacking,” said Men ®

^

“correct judgment is also lacking.” This Apache!1
kept in mind by teachers and critics. If the e ^
is not en rapport with his pupil, he cannot be o ^
service to him. If the critic or casual listener i=^_
in sympathy with the performance, his wits g°
,
gathering, and an unbiased opinion cannot he to

basis and more in accordance with modern require¬
ments, we have addressed letters to a number of the
representative institutions in different parts of the
country, believing that a report of work being done
is the best way to help all who are investigating this
question of the education of a broad-minded, cultured
musician.
In this connection the following, quoted from an
article on "Music in American Colleges,” by Mr.
Arthur Spencer, in the Musical Record, has particular
interest:
"It would hardly be reasonable to demand that a
department of music should puff itself up into the
pretentiousness of the other departments; that its
work should be parceled out to several instructors,
each a specialist in a certain division of the subject,
and that it should operate a complicated mechanism
for the attainment of great results. Scarcely any
college could find use for more than two instructors
in music; and the number of students taking the
courses is bound to be small, even in the largest in¬
stitutions. Yet, aside from numbers, music has a
significance that seems greater, in contrast with the
paucity of teachers and students. Its consequences
in life, alone, entitle it to corresponding importance
in the university. It deserves to be classed among
what were cnce called the •humanities,’ and its right
to be regarded an element of the broadest, most hu¬
man culture need not be defended. No college can
boast of giving a liberal education, in the fullest and
truest sense, and at the same time exclude music
from its course.”
HARVARD UNIVERSITY.
PROF. JOHN K. PAINE.
The aim of the Division of Music is twofold: (1)
to provide a thorough training for students who in¬
tend to follow the musical profession as teachers and
composers: (2) to offer a course of technical study
to those who wish to devote themselves chiefly to

courses the graduate has her B.A. and a certificate
The works of Prout, Berlioz, and Jadassohn are
used in this course.
The university library contains a large number of
musical works and scores.
Harvard University does not grant a special degree
in music, the course being simply one of a number
leading to graduation.
YALE UNIVERSITY.
PROF. HORATIO W. PARKER.

has two courses, one theoretical
and the other practical. The practical course consists
of instruction in piano, organ, and violin-playing.
Members of classes in advanced work may become
candidates for the degree of Bachelor of Music. „ The
candidate for this degree must give satisfactory evi¬
dence of proficiency in the theory of music, and any
two of the following languages, either Greek or Latin,
and one modern language, French, German, or Italian.
An original composition in one of the higher forms
is also required.
Yale University

The courses of instruction are in harmony, counterpoint, history of music, strict composition, instrumentation, and free composition.
For the work in harmony, Chadwick’s text-book will
be used this year. In the absence of Professor Parker,
Prof. Harry B. Jepson, of the department, writes us
as follows: “In the other courses no text-book is used,
almost no time being spent in theorizing. The pupil'
is compelled to begin immediately and write; criti¬
cism and suggestion then being made on his individual
work. The class-room work consists in working at
the board some composition taken for example, each
pupil being called up to work in the presence of the
class and his work criticised on the spot.”
Work done in music counts for a student in the
university on an equal rooting with other subjects
toward his degree of B.A., if he is not working espe¬
cially in music.

of the Department of Music.
In regard to the place of music in college-work, it
is enough to regard the very gratifying fact that those
responsible for the curricula of our colleges are recog¬
nizing heartily the value of music in any scheme of
general education. The danger is that musicians may
not differentiate the musical education suitable for
a music student per se, and that suitable for a stu¬
dent who is in search of a well-rounded general edu
cation.
Many schemes designed to create an interest in
a music department may be set in operation, but
we doubt whether any excel in effectiveness the bring
ing of the pupils face to face with beautiful musicTUFTS COLLEGE.
PROF. LEO R. LEWIS.

1. At Tufts College we offer a full course in theory.
Harmony is recommended as a subject to be taken
for “general information,” but only those with spe¬
cial aptitude and interest are urged to continue w>
counterpoint, etc.
.
,
No instruction in instrumental work is given, an
no vocal instruction except in chorus.
We have courses in general history of music, an^
offer opportunities for extended special research, wi ^
fine library facilities, including the remarkabe
lection of two thousand volumes and pamphlets^ ^
merly owned by Frederic Louis Ritter.

We

full course in acoustics.
^
We have somewhat developed, and are turt e ^
veloping, opportunities to hear frequently tbertp
sentative compositions of all epochs, in good
ments, with analytical and historical commen

^

music courses are elective.
imti&i&I
2. I believe that text-books should be e^a.^#jr
changed, to avoid “ruts.” Most text-books
^
excellencies and their weaknesses, which a
instructor must “modify.”

[I am not at wor

seemingly within easy reach; and, with sorrow be it
said, too often his teacher encourages him in this
sickly striving, even to the point of musical and in¬
strumental suicide.
Progress does not mean a scampering through in¬
numerable etudes. It is not indicated by the number
of difficult pieces that have been gormandized, but
not digested. True progress is dependent upon a
process which commonly deceives and disheartens be¬
cause of its apparent slowness. In reality, this process
is a rapid one, having the inestimable advantage of
being also the surest one. It consists of tenacity, of
patient toiling with the thousand and one details of
musical and instrumental difficulties—in short, it
means tireless, intelligent work, directed by courage
and insatiability.
Like true worth in anything, progress is not appre¬
ciable to the unobservant mind. Its evidence should
not be sought in a prodigious consumption of notes.
Ungovernable voracity usually results in an acute
form of musical indigestion.
This view of progress, unfortunately, is not clearly
understood by the pupil who has set his heart on
playing Paganini’s “Caprices’’ after two or more years
of desultory study. He lacks the courage calmly to
dissect his work, to apply the knife of criticism with
surgical precision, to train his mind to regard con¬
certos with indifference, to take hold of cold, dry
technical facts and mold them into something beauti¬
ful and artistic.
Then, again, not every player is capable of recog¬
nizing the minute links in the endless chain of prog¬
ress. The vaguest ideas prevail in the student-world
respecting the manifestations of artistic development;
and often a painstaking pupil is disheartened at a time
when there is much reason for rejoicing and encour¬
agement.
Extreme conscientiousness and fortitude are requi¬
site virtues in the struggle for exceptional ability;
and the strength of these virtues is generally propor-

Ordinarily, the above bowing should be, and is, re¬
garded as the staccato stroke, the notes being firmly
detached in one bow. But the sign is used quite ar¬
bitrarily, and often incorrectly; for, occurring in an
adagio, it is, with rare exceptions, intended to be of a
different character than when it is employed in a
vivacious or energetic movement. In the former, it
might—indeed, in all probability would—be intended
to mean

cr

It will thus be seen that experience and musical
intelligence are required correctly to determine the
composer's intention.
Again, the very same staccato sign is utilized when
it is obviously intended to mean a light, bounding
stroke; that is, the so-called saltato. But the de^
cision rests with the musicianship of the player; and
he must be guided in such decision wholly by musical
content and the peculiar character of the figure to
which the staccato sign is applied. The same sign is
employed to indicate ricochet bowing; but here the
player can usually (though not always) depend upon
the assistance of the word “ricochet,” more especially
if the composition is the work of a practical violinist.
When the staccato sign is used without the slur.

ginner—to purchase the inexpensive productions of
Germany and the United States is as great as it is
easily appreciated. The fact remains, however, that
such economy is, to say the least, an injudicious one;
and so far as it concerns advanced players, it often
proves decidedly detrimental to their instrumental
progress and their general musical interests.
The wide-spread preference for the strings of Padua
and Rome is not the result of prejudice or vogue. If
extreme conscientiousness in their manufacture i» left
entirely out of the question, these strings still hate
the significant advantage of being made under climatic
conditions strongly favorable to success condition*
which neither we nor the Germans can bring to the
assistance of such an industry. Similar climatic a
vantages may be found to exist in some portions or
the United States; but we cannot wrest from nature
that which she has lavished on Italy, but denied ti
other lands.
The practical advantages of a fine Italian string are
obvious to all experienced violinists. While the Ita ran
makers do not profess to attain perfection in
work, a large percentage, nevertheless, of the s*nDrj
with which the best manufacturers of Padua atr^
Rome supply the world yearly are found to
superior quality; and a reasonable percentage vr
as evenly and perfectly as any human being is Ju
fied in expecting from mortal sheep’s convert
tines. Then, again, the Italian strings (unlike^1'
of German manufacture) are exceedingly plian- ^
a test of durability, they might easily be outfit® ^
by the cheapest Markr.eukirchen brand; but 'v icn^.0
used at the seashore they render excellent seme
from the stand-point of durability.
_ __
The “prepared” string cannot be warmly
mended despite the advantage it appears to
^
in the minds of all those players who are
troubling themselves with the selection o
strings. The present process of “preparing 3
is such that both quality and character are nece5-

in a patronage astonishingly wide. The wealth and
aristocracy of England manifested great appreciation
of Iris fiddles; and he sent many a quartet of instru¬
ments across the channel, some by special order, others
merely on speculation. It is a matter of history, how¬
ever, that many of the latter were returned to him,
because the price he asked for the violins—twenty
dollars each—was pronounced exorbitant.
(Nowa¬
days, a well-preserved fiddle of Stradivari’s last period
can easily be disposed of for five thousand dollars,
and during the past few years several good specimens
have been eagerly purchased at prices ranging between
five thousand and ten thousand dollars.)
Stradivari’s instruments clearly evidence three dis¬
tinct periods in their maker's artistic career. By the
first period may be understood those years that were
qx-nt in Nicholas Amati's shop, and all other years
preceding 1G90. The instruments of this period are not
of the robust and original character which we expect
to find in Stradivari's workmanship. Here the in¬
fluence of his teacher is yet very strong. The out¬
lines are tender rather than forceful, the arching ia
somewhat high, the tone has not yet attained great
depth, though it is noble and sympathetic.
The second period began about 1090, and terminated
in 1700. During these ten years Stradivari experi¬
mented with a model which is now termed the “long
Strad.” He added half an inch to the length of the
instrument, thus giving the entire body a length of
fourteen inches and a half. But the experiment proved
unsatisfactory, and the long model was abandoned and
never re-adopted. This long model was the bridge of
Stradivari's destiny. When he had crossed this bridge,
all doubts were settled forever.
The “grand’’ model marked the return to a shorter
measurement of body and the abandonment of all
high arching. Many of the instruments of this period
are reminiscent of Stradivari’s earlier work; but it
is obvious that he strove to make his “grand" model
a monument of strength and dignity.

settlements and backwoods, to the outlying hamlets
and villages away from the main paths of human
activities, administering to the natural cravings for
the enchanting art, which is not a monopoly of any
class or locality. They are doing good work, often
arduous, and as well as circumstances permit.
What urban worker would voluntarily give up the
multitudinous advantages of his city home, no mat¬
ter how many its toils, and go out and labor in the
humble sphere of the country teacher, with its actual
hardships and lack of inspiration? Talk about art
atmospheres! There is an infinitely greater gulf be¬
tween our frontiers and our metropolis, than between
the latter and the most musical continental city.
T et, many of the older teachers would not change the
field of their labors from the country to the city if
they could. There is, in the freshness of the country,
the nearness to nature, the daily association with a
simple, honest, confiding people, many opportunities
for pleasant work which have a positive, restful,
charm to the observer from the city, accustomed to
a life highly conventional and artificial, and a popu¬
lation usually cold, suspicious, and mercenary.
The elder type is fast becoming extinct. With the
last of them will go the traditions and the spirit of a
sturdy race without a parallel among the musicians
of any part of the world. An interesting book of
romance might be collected in the by-paths of the
musical field from the lives of these ancient pioneers.
But all of the country teachers are not middle-aged
or old; indeed, the majority of them now are young
people. Many are natives to the region where they
teach, and have had the advantage of a year or two
of musical training in the nearest large town or city.
Some are giving lessons to earn money enough to con¬
tinue further their own advanced studies. Later a
few will go to the towns and cities to locate, and fill
places of usefulness all the better because of the ex¬
traordinary experiences of their early careers. Quite
a number of our prominent educators were born in

ing, and illustrate with it.
An aid to awakening the child's interest in the sig
nificance of the music is to arouse an interest in the
man who wrote it. Make him, if possible, a real per¬
sonality. Make his life more than a record of dates.
Fill it with personal detail and anecdote. The lives
of our great composers are far from commonplace.
Almost every one is full of romance. Consider the
lives of Beethoven, Mozart, Haydn, Schubert, Chopin,
Mendelssohn, Wagner, and many another. The career
of each one is as interesting as a novel.
Tell the children of the privations of Mozart’s life:
of his struggle to keep body and soul together, and
of Schubert, who was so poor that he had to sell his
songs for a few pence apiece. Contrast the lot of these
men with those more highly favored, like Men¬
delssohn, who had every gift of fortune, and let them
learn the lesson that genius rises superior to eircum
stances or environment.
It is a good plan for the pupil to have a blame
book in which to note important points, and it a
very much to the interest if the notes are prefaced J
a picture of the composer whose life is being studi
In these days of illustrations it is not difficult to pro
cure cuts from the magazines of everything and every

body, and many pictures can be obtained in this
without going to the expense of buying ph°t°gYajp ^
If the pupil makes copious notes, he will find hia ^
valuable for reference, and a record of the wor^ ^
is studying with the accompanying dates w

interest later in life.
>nndnct
Of course, the teacher has not the time to
any exhaustive study in this line, but if he can ^
a real interest in his subject, he sows seed "hie
bring forth fruit.

most difficult of all. This reminds me of a magazine
for young ladies w hich devotes one page to literature,
one to music, and one to painting, and on each of
these pages, “about once in so often” as Mrs. Ruggles
would say, the young reader is kindly, but firmly,
advised to adopt some other means of livelihood, as
any other will be less difficult than the one under pres¬
ent discussion. The natural inference would be that
all the arts are, separately and individually, the most
difficult. The truth is that one can see only the
difficulties of the particular work to which one is de¬
voted. Every study, music included, carries its own
burden of difficulties, and it is a foolish tendency
w hich gives such prominence to these difficulties as to
make the study seem a colossal undertaking.
Doubtless you each have your own besetting diffi¬
culties. and perhaps you are a little tired of being
told that they are “the stepping-stones to success,”
and “the stuff of which you are to build your char¬
acter,” etc. All this philosophy is very good, and I
sincerely trust that you have drawn all the inspira¬
tion therefrom which was possible, but in the mean¬
time we have got to prove that these difficulties
neither frighten nor discourage us, and the only way
to do this is,—just to conquer them.
They are conquerable, whatever pessimists may say;
I want you to remember that. I have never known
a successful musician who has not surmounted one
or more of the obstacles before which many students
sit down and wail; inefficient hands, ill health, poor
instruments or worse instruction; so I know that,
having the will, one can overcome. And surely now,
after your summer rest; with hearty, vigorous, winter
near at hand; with all the errors of your short past
behind you, and with all the promises of a long, allpossible future waiting, warm and lovely, for fulfill¬
ment, you are ready for the test of strength and have
not the least fear for the result.
And now for the inevitable bit of advice, which is
meant to help you in your task,—take advantage of

your playing, the result will be that your playing,
like your hair, will soon become loose, and the ideas,
so carelessly thrust in, will slip into oblivion or lose
themselves among alien ones.
Therefore, the thing to do is to make a place in
your busy young brains for a careful insertion of
musical ideas, and to place them therein so carefully'
that they will “get a good hold” and fasten the fine
little precepts, principles, and theories of each lesson
into a compact whole. If you do this you will have
a mental stock from which to draw whenever a diffi¬
culty presents itself. All the will in the world could
not conquer a difficulty without the assistance of
mental strength, and the best way in which to ac¬
cumulate mental power is to stock up, lesson after
lesson, the ideas presented to you, and to put them
carefully away for the time of need.
Pupils’ Moods.—How refreshing is the pupil who
comes for the lesson with a cheerful spirit, ready to
grasp new ideas with a responsiveness that calls out
the best and most sympathetic powers of the teacher?
On the contrary, how depressing is the pupil who
comes in a fault-finding spirit and who seems to feel
that heaven and earth must bend to every petty foible.
Truly such require wonderful tact on the part of the
teacher. One must be constantly on the defensive,
constantly build bulwarks, so to speak, in order to
meet any emergency.

pupil wnose temperament requires change of r<
Often where such pupils show a reluctance to
the lesson with mechanical exercises and studie
whose nerves through some disturbing cause ha
the right tone, an entire change of program ad<
tenally to the interest of the lesson. Reading
pupil in such cases has a quieting influence,
after a pleasant anecdote or bit of musical histoi
regular lesson is resumed with increased inte
Florence C. Acton.

of will, mental attention, and muscular effort upon
that single thing, resulting in soon conquering it and
bringing it quickly into the control of that power we
call habit.
To illustrate: suppose there was a croquet post to
be driven in place; a few well directed and well laid
on blows of the mallet sink it deep enough into the
ground to make it serve its purpose, while hours oi
light taps—and few of those hitting the mark—would
not drive it deep enough to make it stand against
the first storm of wind and rain. So, when the pupil
is required to do many simultaneous things, his forces
are so scattered that almost nothing is accomplished,
and no wonder discouragement and soon bitter hatred
of practice develops in the child.
How to teach these many simultaneous things neces¬
sary for the playing of the simplest phrase is of prac
tical interest. However, that is not the purpose of
this article. To put before the pupil one thing at *
time and to lead him to put the full force of his at
tention, will-power, and effort upon that one thing
until he is skilled enough to do it correctly with ease
is the problem, and there is more than one way
working it out. The musical kindergarten is a step
in the right direction, a d another is to play with one
hand at a time on one thing until it goes right wrt^
ease and becomes an established habit; then try *
ing another item toward completeness, and later
suffiing the next thing of importance, withal being
iined >
ciently patient to wait until the child has gal
skill that finallv allows him to do all simultaneou-.
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Dictionary,” by Ernest Pauer, an English author, who

career, from the pen of IA Mara, a popular German

compiled a number of the volumes in Xovello’s “Series

writer on musical theme*.

of Music Primers.”

This has a very complete list of

There has recently been brought out an English

pianists and writers for the piano, and embraces many

translation of n work colled the “Great Piano Vir¬

minor names not mentioned in other works.

We must

just here once more remind our readers of the ad¬

tuoso* of Our Time* from

Personal Acquaintance.”

This wa» written by a Frenchman, W.

von

lz*l,

I'aito aim the WhoUL

ta language rach word bn* a definite mraniag. Tbb

baa led to the teaching of language by beginning with
word*

In music ■■ must proceed differently. A W,

a chord, baa no meaning by Itself;

it b only when

the tone oe chord la mnsidered in relation to other*

mirable biographical sketches of pianists in several

author of “Beethoven and Him Three Style*,” and in¬

of the w orks described in a previous article, such as

clude* reminiscences and anecdotes (largely from per¬

that it ha* a meaning, and the meaning, it mnst *>*

Viard

sonal recollect ion* I of IJszt, Chopin. Tausig, and Hen

bn forgotten, is musie.

Louis’s

“Pianoforte

“Music

Music,”

and

and

the

Piano,”

Weitzmann’s

Fillmore's
“Pianoforte

Playing.”

selt.

The author’s acquaintance with them masters

gives the reader the feeling that be is getting informs

Ho, in teaching music, we muat com Usenet with •
complete

musical

thought

tVimplet# in itself, ?«<

simple enough to lie readily gt**|e-d by a rhild. Sore

Coming down to the lives of individual pianists, we

tion about them at first band, and the volume is full

must name first that musical classic, one of the most

of vivid descriptions and pen picture* which are of

a simple ami empiric musical Men, yet an hire

widely

absorbing interest

mental to all mush-. Is the scale.

read

of

all

volumes of

Liszt's “Life of Chopin.”

musical

literature,

This is disappointing as a

In a little book rntitled “Prelude* snd Studies,” by

In being tangW “*

use of the scale the pupil should writ* melodies,
on tb* scale, reimplete in themselves.

If we «*■*»

biography, containing little information about the life

W. J.

of Chopin, but is to be valued chiefiy as a striking

musical critics, there are some instructive chapters on

study of Chopin's art by his fellow-artist and friend.

the “Evolution of l*iano Music.”

Other lives of Chopin which we must mention (as he

paper on some living piano-players which ia valuable,

tone, w# cannot get. by any p<i**iliilHy. •» *••'* »»

is undoubtedly the most popular writer for the piano

aa it deals with many contemporary pianists who are

Hs great beauty,

that ever lived) are those by Moritz Karasowki, and a

not mentioned in the ordinary biographirnl works.

it* tones the mebsly aa a whole pulsate* through

more recent work by F. N’iecka, in two large volumes.

These men of our own day are here charade run) ami

irnniat being, bearing to us a message of divinity.

The latter is an authoritative work, though unduly

criticised by an intelligent critic who knows whereof

voluminous.

he speaks and whose opinions are entitled to respect

In

Huneker’s "Life of Chopin,” just

issued, and mentioned in a previous article, the author
avails himself of the studies of all those who have

Henderson, one of New

York’s most

noted

Among these ia a

ful consideration.

any beautiful but simple mehsty. such a# the on* *

tb* choral of llerthosen s "Ninth Symphony." umt “I
frier and above tba simple BB

Omul* AI.ITY.

Originality ia the gift of all;

Probably the one pianist that tower* over all mm

bnt »nn»

the gift Has Iren taken because of a narrow

preceded him and throws new light on the composer’s

petitors » Paderewski.

character by his careful handling of the conflicting

of his numerous admirers to inform them that Mr

of imitation

In

evidence regarding various portions of his life-history.

Henry T. Finek. of the New York Keening Pool ha*

Thin ss right.

But n too close copy "f unimpona"

written a very graphic account of him in n small
pamphlet, under the name of “Paderewski and III*

details la death.
Consequently, teacher* of music must 1*

Art.”

ratholie;

Our own countryman, L. M. Gottschalk, the famous
composer of “Tlie Lost Hope,” wrote a volume of
reminiscences entitled “Notes of a Pianist.” describing
his professional tours in the United States, Canada,
and South America.

Thi3 is not so well known to

Americans as it should be, for it contains not only
much

interesting

information

regarding

his

own

musical experiences, but incidentally contains many

It may be a service t» mmr

This trace* in terse style the story of his rev

beginning one

must

providing the pupil «»Ui a field

.t
’

"P***

sufltrientlv Urge, snd ret not so large that Ik

about hi* character and habits which so many musical

he bnt in R;

people naturally desire.

Mr. Ft nek baa also added

some valuable critical studies of his technical work
aa a compoaer and player.

vivid pictures of life in this country forty or fifty

Rubinstein is the name of another “giant” of the

the

mantic career, anil give* us those personal detail*

•

and they must see to It that U*

ha* the wherewithal lo work with: sufficient

1 P”

vide for his whole power, and yet not *® 1,1
bewilder him with hi* wraith of material
principle* he taught, and if freedom i»

years ago, for the author went everywhere, and seemed
to see everything.

a nee of the letter, rather than the spirit. "I thr “

U

^

mensurate with the pupil’s power of using'*',
Make more attempt*.

Vmtnrrl

prised how often you win succeed.

Yon will b* sur

liberty, rest assured as to the fostering and
ing of originality.

into a new environment we transform it by our own
personality. The merry heart doeth good like a med¬
icine; all hands are with the hand that brings help.
Exactness and unselfishness make a combination that
the most disorganized society respects. Life is the
answer that the laws of God make,—not to our
wishes, but to our acts. If we have truth in us and
love in us, we have beauty; for beauty, which is an¬
other word for success, is their offspring; and truth,
love, and beauty are the whole of life.
Nothing can withstand a man who has success in
himself. Our large cities are full of young men who
intend to “vote against corporations because they
keep a man down.” But at the head of one of the
largest corporations in the world,—the Metropolitan
Traction Company of New York,—is a man who rose
step by step from the position of brakeman in a
branch of the road that didn't pay. He didn’t spend
his time telling his acquaintances that “the road was
played out”; that his own prospects were nil; that
"his life-blood was being basely sucked by a soulless
and bankrupt corporation which kept all its fat posi¬
tions for incapable youths who had a pull.” He
worked hard to better the fortunes of rich people who
did not even know of his existence. I quote his ex¬
ample because women are at the bottom of the social
pyramid, and, were surroundings the rulers of life,
would be particularly helpless. But they have the
other half of Gounod’s saying to fall back on: "From
within up.” President Vreeland's principle of loyalty
and helpfulness is the one to help them upward.
Loyalty and helpfulness belong to character. We are
told that “people cannot rise without influence.” But
what is influence but "a flowing in.” The word was
toined when people believed that the forces of the
universe could circulate through every human soul.
Power came by “looking up,” by influence into the
soul from above. That is very different from sitting
down and saying: “Won’t some one boost me into
an easy position.”

create a sentiment which will make municipalities
support orchestras, bands, and dramatic companies
with the feeling that they are doing as great a benefit
as when they are voting for water and sewer bonds.
If this be true, the National Federation of Musical
Clubs should have definite aims, the accomplishment
of which shall mean struggle and self-sacrifice. It is
evident that the national organization can work only
through local societies, and these will react according
to their environments. No hard and fast program
can be made. At the same time a few fundamental
principles can be laid down as the aim of all work
in clubs. This will give unity to the national organ¬
ization and make its influence felt throughout the
country.
Let me suggest two such broad lines of work. The
first will seem like a platitude, yet the spirit in which
it is intended will give it value. It is the performance
of music for the sake of the music, and not for the
sake of the performer. The tendency of our modern
musical life is to lay greater and greater stress on the
performance rather than on the thing performed. The
result is that this is the age of wonderful executants.
The stress is put on the one who does.
The musical literature of the time is filled with the
eccentricities and personalities of these doers. This
tendency is peculiarly natural to women because of
that which makes them the power that they are, viz.:
the interest that they can take in the individual.
This very quality which puts them so far ahead of
men as inspirers and stimulators of art keeps them
from becoming the creators of art. For art means
the loss of the individual in the thing done. It is
th; cultivation of more of this creative interest sepa¬
rated from the interest in the personality of the doer,
and concentrated on the thing done that will give
tone and vigor to the work of women’s clubs. It will
color the choice of programs and their treatment. It
will reduce the petty personalities that are such a
disgrace to musical life. It wiU enable music to do

opportunities to hear? Who would think of teaching
sciences purely from the text-book? Yet text-book
work in musical art is all that is required in most of

our best colleges.
Is it not as legitimate for a great university to have
its string quartet as to have its biological laboratory?
Is it not as legitimate for a municipality to have
organizations capable of giving works without pander¬
ing to the prejudices of those who pay gate-money
as it is to form parks and boulevards without con¬
sulting the grumbling tax payers? Is the breath of
fresh air for our lungs so much more important than
the pure and noble enjoyments of a fine art for our
emotional natures? There is not a town in the coun¬
try whose local band and other organizations would
not be inspired to better work if they felt that back
of them they had the organized, energetic support o
the women of the land. However quixotic it may
seem, there is not a city council that would not <>
more toward encouraging the higher forms of art 1
they felt the steady, concentrated pressure of the loea

club backed by the national organization.
The organized women’s clubs are a new and a power
ful factor in the life of the community. They will not
develop themselves only, but they will prove a ble-S
ing to the community if they will energetically ta -e
up the task of making higher aims in music an
better preparation for its expression and appreciation.
—Charles Hubert Farnsworth.
•
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lx is being urged in some
WOMEN AND
MUSIC.

quarters that Ruskin
patronizing in his attitude
toward womankind,
s0’

women have hitherto enjoyed being patronized, for^®
large proportion of the great writer s most intense a ^
mirers have been ladies. They have fulfilled ^
which Ruskin emphasized as woman's capital u
when he said: “Her chief function is praise.

“flute har.,” “tlauto traverso,” or “travers flute.”
The word “combination'’ is ambiguous. It literally
means “combining two or more,” and many organists
make use of the latter part of the definition. They
imagine that they must draw “more” stops to obtain
a pleasing tone, and hence draw every stop in the
above swell, precluding, at the start, any possibility of
variety.
Now, the most beautiful effects of organ-registra¬
tion are generally obtained by using single stops, com¬
binations of two or three stops, and occasionally of
more than three stops. In forte or fortissimo pas¬
sages only does one draw all the stops at command.
In the above specification there are ten manual
stops, every one of which can be used (more or less)
alone. The 4-foot stops Bhould be used with short
passages in close harmony, playing an octave lower
than the printed music, selecting such passages which
do not run below tenor C. When using the bourdon
alone, play an octave higher than written.
What is the result? We have four different flutes,
—melodia, st. diap., bourdon (octave higher), and
harmonic flute (octave lower); two string-toned
stops,—viola and violina (octave lower); three stops
with organ tone,—open diap., dulciana, and octave
(octave lower); and one reed,—oboe.
For combinations of two stops we have, in the swell,
thirteen useful combinations and one questionable
combination (oboe and violina; this is occasionally
effective, but generally not) and in the “great” three
combinations. By means of the swell to great coupler
we add seven more combinations,—twenty-three in
all.
For combinations of three stops we have seven in
th- swell and five by means of the coupler,—twelve in
all.
It will be seen that in this small organ there are
forty-five distinct “combinations” of one, two, or three
stops each. All these “combinations” have a recog¬

32.
33.
34.
35.
36.
37.
38.
39.
40.

Melodia and oboe (swell closed).
Op. diap. and oboe (swell open).
Bourdon, st. diap., and flute.
Bourdon, viola, and flute.
Bourdon, st. diap., and violina.
Bourdon, st. diap., and oboe.
St. diap., oboe, and flute.
SL diap., viola, and flute.
St. diap., viola, and violina.

41.
42.
43.
44.
45.

Melodia,
Melodia,
Melodia,
Melodia,
Melodia,

bourdon, and st. diap. (swell open).
bourdon, and flute (swell open).
bourdon, and violina (swell open).
st. diap., and flute (swell open).
st. diap., and violina (swell open).

There are numerous other possible combinations,
but they are more or less similar in tone to some one
of those mentioned.
One must not overlook the important point that
every conceivable kind of a musical phrase will not
sound well on every one of these combinations.
For soft solos with dulciana accompaniment nearly
every one of the swell combinations will do, remem¬
bering that the solo must range in the upper three
octaves if the bourdon is used, and that the swell
should sometimes be closed and sometimes partially

on Nos. 11, 12, 13 (possibly 14), 20, 21, 38, 39, and
The swell to great coupler is useful at times wl
Playing a melodia solo with accompaniment on t

awe on some organs, on account of the voicin
some stop (flute, 4-foot, for example) being shrill
coarse, and many combinations are much mor,
fective on one organ than on another; but the
gestions given may assist the student in pickino
a variety of effective “combinations” on a conn
lively small organ.—Ererett E. Truette.

Burg”—is glorious. “Cast Thy Burden on the Lord
as it is in the oratorio “Elijah,” is a high light, surel
But rarely in a ehurch is there a body of tone th
suffices to give any effect to this, the greatest for
of church music. Never was the chorale intende
for aught but fire, sword, enthusiasm, earnestness, f
the height and depth of what true worship
Almighty God can proximate in our human effo
effort even at this best savoring of weakness, affecta
tion, and sentimentality, as, for example, if the Boe
have their first thoughts on the big noise they mak
together, and then the other thoughts on their wo
ship and thanksgiving for what they consider the

have to give thanks for.
At present, as the people “join in” in the usual ru
of fashionable ehuiches, for us to try a chorale is
pitiful effort. In the Jewish temples a “precento
leads the singing, and also there is a quartet choir o
a double quartet, and the singing is fair, with son

reservations.
The quartet choir of the various denominations
often composed of voices that are thoroughly we
cultivated and that blend well, while the organi
more and more shows good schooling and leads th

singing in a satisfactory way.
In the Roman Catholic Church a chorus choir is
necessity when the masses by the great masters a
part of every service, where music is much in er
dence. The chorus choir of this sort, with a so
quartet, and organ and often orchestra, are, of cours

the best church music we have at present
As to the vested choir, about as much may be sai
for it as in its disparagement. It i3 churchly, it open
and closes the service by coming in and going oJ
with the clergy in a convincing manner that quite ap
peals to the eye, if nothing more. On festival ooe

sions, when dressed in seasonable regalia, with a
bearer, with other signs and insignia dear to the l
Church mind, marching in vyith robed bishop »n
clergy, it is all splendid, imposing, and can also »

number of great beauty; not only was the tone pure,
but of that exceptional sort that seems to carry well
without much effort on the part of the player, and
it was delivered with an earnestness that carried con¬
viction. The player had selected two movements of
the “Kreutzer Sonata,” the Andante being sustained
with a fine display of temperament, and the Allegro
that followed was equally good, the technical facility
being fully equal to the demands made by the com¬
poser.
When the applause had subsided, the conversation
was resumed by the gentleman, who said: “Which of
the studies do you enjoy most?”
“Oh, the singing, by far, she replied; “my voice is
fairly good, and so much more obedient than my
fingers; I could never play like that if I should prac¬
tice until forty years old.”
They both smiled, and the last number of the pro¬
gram began.
As the audience dispersed, I noticed them walking
out together, and they were still conversing busily,
and I am quite sure, from the grave look and earnest
manner of the gentleman, that this is what he said,—
if not, he should have:
“When you resume your work at the conservatory,
I strongly advise you to drop your violin and take
up theory. You say you have an excellent voice and
like to sing. Very well, specialize; make that your
principal subject, and pursue your piano and theory
as accessory subjects. The field for singers is not only
broadening every day, but it pays well as a profes¬
sion. You play the piano some, advance yourself in
that sufficiently to meet the ordinary demands of so¬
cial life, and thus make sure of always having an
acceptable accompaniment to your singing; and as
to your theory, the reason you dislike it is that you
have not given it a fair trial. One does not follow
theoretical work solely with the idea of becoming a
composer. By omitting it from your list of subjects,
you are shutting yourself out from the greatest

influence of his matchless genius, the hearts warmed
by his tuneful sentiment, the souls stirred by his
masterful power, the voices tuned to give expression
to his artistic fancies? His was pre-eminentlv the
wand that conjured up from every experience in life
a musical analogy and gave it a scenic background.
It must not be supposed that his voyage from ob¬
scurity to fame was one blessed always by favoring
gales. His first great disappointment was a refusal
for admission to the conservatory at Milan. The next,
the appointment as organist at the church, which
position had been made vacant by the death of his
first master; but with the courage of his convictions
that he was destined to great ends, he persevered, and
we have, as the result of that perseverance, “Lom¬
bardi,” “Rigoletto,” “Hn Ballo in Maschera,” “Don
Carlos,” "H Trovatore,” “La Traviata,” “Les Vepres
Siciliennes,” “Aida,” the “Requiem” mass, and many
other works of singular merit.
What an object-lesson for the youth of to-day!
Have you talent, and shall you bury it? Remember
that what is worth doing at all is worth doing well.
To create worthily is to live thrice, as a Person, as
a Personage, and as a Personality, the last in the
lives and hearts of those who come after you.

THE FUTURE OF
COMIC OPERA.

future of comic opera ?” ws
the question asked us th

. , .
other
It is with grav
fear of being called conservative that we venture
reply: “Show us comic opera of to-dav and we wil
predict for you.” It does not appear to us that, out
side of “Robm Hood” and “Serenade,” real comic oper;
is in vogue any longer, or. at least if it is in vogu.
it is not supplied.
Take, for instance, the first opera mentioned abovi
From beginning to end it has a very clever and seriou
plot with a consistent vein of humor running throu*
it. But what does the “comic opera” plot of to-day-

aria, or a declamatory recitative—is very unequall
bestowed upon singers. Voices of the more delica
classes, tenors and light baritones, exhibit the grea

est tendency to failure in this direction.
Equality of power and of fullness of tone throug
the entire range of a voice, one of the rarest of gifts,
probably never possessed in an absolute sense, includ

ing the chest and falsetto registers.
There is as great diversity in the timbre of huma
voices as in the character of human faces: as n
two human faces were ever actual casts of eac
other, so also no two voices ever possessed exactl

the same timbre.
The timbre ot the speaking does not of necessit
strictly coincide with that of the singing voice in th

same individual.
The trustworthiness of a voice—that is, the suret
that it will on any particular occasion possess in the
fullness of perfection all its highest attributes is fa

from being uniform among singers.
The charm of youth of voice is as great as of ,voul
of person; and as in the latter case, so in the forme
the progress of failure is fortunately so gradual a

first as to be scarcely perceptible.
The causes of wearing of the voice are dynamic am
statical. Overwork, careless exposure to atmospher
vicissitudes, and overindulgence in smoking beion
to the first class. Statically, degenerative tissue

changes are the destroyers of the voice. The T
cords grow rigid; the laryngeal cartilages lose e
e'asticity, eventually ossifying, and the intrinsic
cles probably (but this has not been demonstre,
undergo partial oily metamorphosis. And.
the condition of the resonance-cavities must su
gradual change,—though from the slow implies
of timbre they are probably later in suffering te
decay than the larynx itself.
Singers of the very highest grade are not
all times and all seasons from the serious de
faulty intonation,—failure in the direction of

a

by adults. We are discovering, furthermore, that a
method which one may pursue with a child, finding
it right and natural, will prove, when applied to an
adult, to be confusing and unnatural. And having
discovered this, we proceed to construct a method for
the adult which aims to fit his incapacity. The trouble
here is apt to be that the main purpose—the very
reason why the method exists—is left out.
In the matter of melody-writing, however, we find
that the method and its application are the same with
children as with adults. Long-continued experience
proves this to be right. The friction is, as one would
suppose, greater with the older person; the results
less rapid and decisive. But the habits resulting from
the study are equally valuable; they assist in every
other music-process, and prepare the way so that har¬
mony, counterpoint, and composition are done from
within-, or, if they are never taken up, the power of
tone-thought exists, within, to help in every music
activity that arises.
The fundamental purpose of melody-writing is then
clear: It is to enable one, young or old, to hear tone
within, to think tone, to group tones in order in the
mind as one groups words in order to realize what
tones say when one sees their symbols just as one
interprets word-symbols. We see that this power is
one, the acquirement of which is not to be deferred
in the case of young or old. It puts every other music
activity on a plane of being understood; just as the
absence of it leaves us incapable of comprehending
many simple things in music.
The teacher desires to know these facts:
I. If the child, or adult, knowing nothing of har¬
mony, begins to write melody, out of what material
does he construct it?
II. In what form does he write?
III. How does he come by this form?
IV. What gives him an intimate knowledge of it?
V. Of what value has this work proved to be in
conjunction with instrumental and theoretic branches?

practice, covering many years, will bring to his view
melodics which show every variety of length, char¬
acter, tone-procedure, and combination resulting from
the variations produced by different meters, rhythms,
and chromatics.
III. The reply, then, to the third query is simple:
He gets his form from the material which he learns
with his voice. This is the natural process. It is ex¬
hibited in his speech. He gains speech-form, just as he
gains other forms, from what he is familiar with in his
surroundings. There is no other way open to him. He
acquires by imitation in word, action, mode, thought.
Nor does this result in making him a copyist, pure
and simple. The very act he must perform is to copy
good models. Will it destroy his originality ? No; it
will destroy nothing. Indeed, he is often so entertain¬
ingly original that he has to be led into conventional
lines by a persuasion that may not for a moment re¬
lax its firm persistence. But, the teacher exclaims, he
may copy, in his writing, note for note what he sings!
It makes no difference. As a matter of fact, he will
not copy always. Let our object never slip from sight.
Never let the purpose be lost to view. We are teach¬
ing the child to think tone. We are assisting him to
become conscious of the inner sensation of tone and
to connect it with (that is, represent it in) its nota¬
tion. Therefore, the main thing is the thought with
such intimate knowledge of it that its expression on
paper is simple, natural, and easy. Bit by bit, he will
gain this power to an extent beyond our belie’f. That
his first experience in it is in trying to express familiar
tunes is all the better. We are not called upon in
this work to make him compose, primarily; he will
do it, but the main object is something else. How
much writing? Just as much or more as singing- he
will gain the habit from countless efforts, not from
counted efforts. In brief, every musie lesson must
have its writing task.
IV. The preceding paragraph answers the fourth
query. He acquires intimate knowledge of form and

40. First strive to learn the principle, then get th
application of the principle. All this before wastin
a moment of precious time trying to do what yo

know nothing about.
41. Teachers, as a rule, mean to teach correctly, bu
students often do not value or appreciate their ad
vice, much less follow it; hence lamentable failure

are numerous.
42. The teacher ought to drill the student thor
oughly, each lesson, on a few bars, finishing them
perfectly, as it were, which will serve him as a mode

for the remainder of the piece.
43. The motive is the germ which produces in it
development the composition. Look up these motive

intelligently, and see how beautifully they unfold, i

a composition of a master.
44. Train the eye, ear, brains, and fingers, m one
ness of purpose and principle. Do not allow one
get ahead of the other, or to fall behind; if you

stammering will result at once.
45. Do not be greedy, and fancy you are not re
ceiving time or attention enough; the honest teache
will always deal justly by you, and give you what h

thinks you can learn and digest.
46. Practice hand-culture exercises every day; 4 ,e
make muscle and develop the fingers, wrists, knuc <
elbow-joints, hands, and arms alike, as nothing es

can or will.
47. Endeavor to broaden out the knuckle-stro
Strike firmly, see that each key strikes bottom,
not raise the key until the full sound is brought ro
the strings, and listen closely whether the tones ar
equally rounded, by an equally well deve ope

knuckle-stroke.
48. Artistic playing must not be confound
^
simply getting over things in a glib way, ^ ^
students do and are apparently well satisfied *
Artistic playing calls for the fullest use of a
faculties, refined in the crucible of the most 36
discipline.

under whose attention this circular may come, it will
be doing not only us, but the public at large, a service
by allowing him to take a subscription and then hav¬
ing him arrested immediately. To the present time he
has operated in La Grande, Independence, Ontario,
Huntington, and Monmouth, in the State of Oregon;
in Fayette, Silver City, and Glenn’s Ferry, in the State
of Idaho. We have placed this matter in the hands
of Mr. George G. Prickett, an attorney of Moscow,
Idaho, from whom any information can be obtained.
of a young man
of twenty-two or twentyTO OUR
SUBSCRIBERS IN
three years of age, light
NEW YORK AND
complexioned, passing under
the name of D. H. Tucker,
NEW JERSEY.
of Newburgh, N. Y. He is
soliciting subscriptions for this journal without any
authority from us, and has been very active. We
should be pleased to hear from anyone who knows his
whereabouts. He has operated in New Rochelle, Rye,
White Plains, Tarrytown, and Mamaroneck, N. Y.;
in Danbury and Stamford, Conn.; in Plainfield and
Bayonne, N. J.
Do not give your subscription to any traveling sales¬
men, persons whom you do not know, unless they have
our printed receipt blanks and other good credentials.
Beware

If any of our subscribers are interested in old titles,
with music, we have some very rare ones; very old,
of all styles, containing portraits of presidents, great
singers, great beauties, actresses, etc. We should be
pleased to send the style that any of our subscribers
might want, for ten cents each.

We would draw your attention to the fact that we
are supplying at the present time the best quality of
foreign metronomes that it is possible to obtain. The
cost to us is very much higher than it has ever been
before. They have not the attached lid, however, but

furnishes for pupils’ musicales.
volumes is $3.00.

The price of the two

“Music and Culture” comprises the lectures and
essays by the late Karl Merz, Mus. Doc. No volume
has ever been published that offers such valuable ad¬
vice and encouragement to a teacher as these writings
of Dr. Merz. It furnishes material for other lectures
and essays, and has been used considerably for this
purpose. It is at once musical, philosophical, meta¬
physical, and practical. The price is $1.75.
Chats with Music Students,” by Thomas Tapper.
This work is designed to bring to the attention of
those who make music a life-work the many topics
that should be considered in connection with music.
The reader is taken into confidence, and finds in the
chapters of this work many hints and benefits that
pertain to his own daily life. The price is $1.50.
Last we would mention “The Masters and Their
Music, by W. S. B. Mathews. This work consists of
two parts: “The Masters and Their Music,” and
“Modern Masters and American Composers.” The first
part contains material for ten musical evenings; the
second part, six musical evenings. It is designed as a
hand-book of musical literature for musical clubs,
classes, etc.
Offer.—We will send this most valuable nucleus of
a larger musical library by express to anyone sending
us $6.75. The regular price of the different books is
$12.25.
*

*

*

To colleges and teachers planning their course for
the new season, we would ask them not to overlook
examining, at least, the following works:

“The Standard Graded Course of Studies,” complete
m ten grades, compiled by W. S. B. Mathews. Price,
$1.00 for each grade.
“Touch and Technic,” by Dr. William Mason a
complete system of technic from the beginner to the
finished artist. Published in four books: the twofinger exercises, the scales, the arpeggios, and octave
playing. Price of each, $1.00.

steps. It has been rewritten no less than three tim
and a number of our best teachers of the youth hav
given their advice and services. We are confident th
it will be one of the best books ever written for b
ginners. Mr. Presser personally has given much a
tention to it, and it is under his guidance that t
book has been prepared. Our special offer is only
cents, post-paid. Where parties have accounts wi
us the book can be charged, but in that case posta
is extra. We will have the work ready for early f
teaching. It is now almost all engraved. Send
your order this month if you want a copy at this Io
price.

We are at the threshold of a new year in teachin
Pupils are seeking teachers and teachers seeki
pupils. Activity is starting up all along the lin
Our relation to the teachers is one of importanc

We supply all kinds of teaching material, and o
object is to do this as completely as possible.
teachers, young and old, want the best at the low
rate. All want broad, liberal treatment. To prope
conduct a supply-house is no easy task. When a pm
is needed by a pupil it must be supplied at once.

lays are vexatious. Our stock is one of the
in the country. We supply many of our
stitutions and conservatories. Our force o c
numbers over 50. We have three large floors. 1 ^
long, filled with stock which is up to date.
e
to keep on hand a good supply of everything c
for. Our “on sale” is by far the most libera
house in the country. We will send all our cu.
a package of the greatest variety, which can
tained during the season and any unsold
during the summer. If you have not yet
dealer or desire a change, give us a trial.
our catalogues and terms, which will he
:
tageous as any house in the country. It costs n
to send music to Oregon than to one of the
of Philadelphia. We supply you postal cards on
to write vour orders. It is no inconvenience

can, after once glancing at a composition, play several
measures with perfect accuracy ? Constantly is shown
this need of mental discipline which might be gained
through work apart from the keyboard.
The time is coming and not far distant when the
musician who neglects training the mind to think
will remain unsought and unnoticed. “There is no
impediment in the wit that cannot be wrought out by
fit studies,” says Lord Bacon.
Students! if your advancement is unsatisfactory
look for the fault not in the mind, but in the method,
—not in stupidity, but in want of thought!—Francis
CoiUer.

In Cloth, $1.00; Board Cover, X5
cts.; Stiff Paper Cover, 60 cts.
A systematic and clear explanation of the funda¬
mental principles of Pianoforte Playing, containing, in
addition to the rudiments of music and pianoforte
technic, more than 400 examples, with 168 explanatory
notes ; a list of graded technical studies, sonatas, etc.,
from the very beginning up to the most elaborate
works; Schumann’s Rules, Czerny’s Letters on the
Art of Playing, Burrow’s Guide to Practice, and a
Pronouncing Dictionary of Musical Terms. The work
is concise and exhaustive, and has been used and en¬
dorsed by most of the greatest American teachers. It
is adopted as a standard work in almost ail of the
colleges. Its sale has been phenomenal.
address

PLAT MORE OF BACH.

THEODORE PRESSER

1708 Chestnut Street, - two men equally w ell versed musically and theo¬
retically, one will insist that the two- and three- part
inventions of Bach were intended by the composer to
be played majestically, with pure, deep tone and regu¬
lar rise and fall of dynamics, with careful determina¬
tion to enter deeply into the gist of composition, and
to discover therein some hidden or recondite meaning;
in a word, to play with the utmost expression. The
other will contend that, so far from having any espe¬
cial meaning, they are intended to be merely melodi¬
ous or light and pleasing; hence should be played
lightly and fluently.
Some contend that the pedal is allowable and at
times even necessary to the proper performance of
these works, as it is in some of the rapidly moving
counterpoint of Schumann and Liszt.
There are a few, happily not many, who regard
these merely in the light of Anger exercises having no
musical value.
Thus, amid the wildwood of conflicting opinions,
sor-.j of us dare not say what is the interpretation
which would most nearly please this originator of
many of our most important forms of music, could he
be allowed a glimpse into our wonder age of invention

No. 2.
No. xa.
Ij

To write notes of a given fractional value.
To give fractional value of dotted notes.
*•
••
••
of simple and dotted rest

No. ao.
b.
No. 5.

To write dotted notes of given value.
**
rests.
.
.
To write names of given notes, a, in spaces 0, on
Treble Clef.
.
To write notes of given names, a, in spaces b, on
Treble Clef.
Like No. 5. Bass Clef.
.
To write notes of given names and given value,
Clef.
To write names of notes on leger lines and
Treble and Bass Clefs.
Notes of the same in different places.
To give the interval formed by different notes.
To write notes forming different intervals.
To write major scales with sharps.
.
‘1
"
minor "
sharps.
..flats.

No. 6
No. 7.
No. 8.
No. 9.
No.
No.
No.
No.
No.
No.
No.

10.
ii.
12.
ij.
14.
15.
16.

5

The sheets are so arranged that they can be c ^t^^
so that the teacher may give out one at at,mf*
each 0B
determine the order of the exercises, and whet
be done wholly or in part.

- PHILADELPHIA, PA.

Of

JHE AUTOMOBILE TWO-STEP PIANO
FOR
By G. N. BENSON

5

N^in,en !" ' * pop“lar,wo-s,eP style ; bright, spirited, and full of
rhythmical swing. A good teaching piece. For sale at any Music
f„?n„0r£n ’ P“,pa'^ on receipt of 25 cenls * copy or six copies
for One Dollar.
Published by
*

G. N. BENSON, 1333 15th Street, MOLINE, ILL.

WEITZMAN'S

Manual of Theory
The Standard Text Book
PREPARED AND EDITED BY

E. M. BOWMAN,

METRONOMES
(GUARANTEED)

$2.50 WITHOUT BELL
$3^0 WITH BELL
h JnleSC,^f
better
ordinary metronomes now
being
sold for
more.th32the
Key attached.
*JZe.gUaranteec botb for one y€aT f™m any
defect m manufacture.
"

Quantity discount allowed.
Transportation 30 cents extra.
When you want a good Metronome, and run no
nsk as to its being perfect, send to

THEO. PRESSER
STATION A.

PHILADELPHIA, PA.

Weiuma”'

Price

290 pages, cloth beveled red edges

WM. A. POND & CO.’S

nUSICAL SLAT
Teachers and Students

will find this siate

able aid in demonstrating musical examples.
:n3elib
Each Slate has a series of staves ruled w»n
and being made of Silicate are both
light and convenient.

„ ******

SENT FREE!
Studies and Exercises : Edition Pond Albums ,
ing Pieces; Elite Edition.
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By HENRY V. NEAL and ROBERT A. KING
An exquisite, soulful melody. It ranks with “ Holy City." Soft
aud sweet, then swelling into stirring volume. It is sharing the
glory of the grandest success of the decade. Price 75 cents.

A NEW SONG TRIUMPH

“ King of the Winds ”
By ARTHUR TREVELYAN and FRANK DAVID
Rare and lieautifu); a new conception ; a master burst of emotion.
It is a swing to thrill and enthral its listeners. A piece “de resist¬
ance.” Price 75 cents.
Positively the best song sinee “Thy Sentinel Am I.” For Bass
aud Baritone.

Choir during Mass.”
THE RIGHT REV. IGN. F. HORSTMANN. D. D..
Bishop of Cleveland.
The work seems to me well adapted for the purpose intended
THE RIGHT REV. EDW P. ALLEN.
Bishop of Mobile.
I have been looking for a book like this for years.
REV. W. HACKNER.
" Many clerics will be glad to have such a help for the proper
training of their voices in order to officiate with decorum at the
most solemn functions of the Church ”
AMERICAN ECCLESIASTICAL REVIEW.
_New York.

W. P. SCHILLING
Publisher of

“Bunch o’ Blackberries”

ORGAN and CATHOLIC CHURCH MUSIC

Character March, Cake W'alk. and Two-Step
By ABE HOLZMANN

Box 33, Scranton, Pa.

The greatest success of the year; a companion piece to “Suiokv
Mokes,” by the same composer.
Continuailv featured by Band¬
master John Philip Sousa at the Paris Exposition. Price 50 cts.

“ Belle of the Regiment ”

DICTIONARY OF

March and Two-Step by TONY STANFORD
Endorsed by Mbs Helen that Id ; merits the highest opinions.
pleasing march and strongly recommended. Price 50 cents.

The Latest Encyclopedia of Music

A

“ Gallant 71st March ”

MUSIC AND MUSICIANS
By Dr. HUGO RIEMANN

E. T. Pauli. Simply try it.
United Nations March and Two-Step,
.
Braud new. Just out. By W. A. Corey. Try it
“ Midnight Fire Alarm Galop,” . . . .
.
By H. G. Lincoln. Arranged by E. T. PaulL With fire
bells, etc. Descriptive.

SEE WHAT WE OFFER

We believe the above pieces to be the best published in their c
and in order to introduce them more fully and give the readers ofT
Etude an opportunity to obtain them at special low rates, we agre
furnish any one copy selected for 25c., or any four copies far
any six copies for $1.00. This is less than wholesale rates. In u!ak
an order lie sure to mention this “ad ” in The Etude, otherwise
rate will be 25c. a copy throughout Our editions are the ban®0®
issued by any publisher; amounts for less than $1.00 can be sen
postage stamps.

SPECIALLY

IMPORTANT.

ppAh

THI

We have a set of six teaching pieces which are without any e*
tion the best pieces ever placed on the market. Each piece naduly graded, fingered, and 8|>ecial fool-notes made as to the P
rendition of same. Do n’t fail to order a set of these
are just what you want in your teaching. Nothing better to
Be sure to try them. They are as follows:
No.
No.
No.
No.
No.
No.

1
I.
2.
3.
4.
5.
6.

PrttAAtf (Serenade),
/Cai-OIIIwIziA Crafttk
Mexican Echoes
Grade 3
3, - • • - .* - • I®
Queen of the Night (York Caprice', Grade 3, Southern Zephyrs (Gavotte), Grade 4, . . - •
Morning
• •
*
_ Vespers ((Idyl), Grade 4, .
if the
Dance), Grade 5,
Pearl of
the Antilles
Antill.. (Cuban
,
The Cossack (Pollaka), Grade 5,

By F. FANCUILLI. Ex-Bandmaster United States .Marine
Band
Played during

Manhattan Beach.

the

entire season with

unbounded

success at

Price 50 cents.

A thorough and complete account of the theory
and the history of music.

Biographical sketches of the musicians of the
past
and present, with a list of their works
ns
uames and ad|H |H dresses of live teachers in your own city
Complete information of ail musical instruments.

X lVLJL

,)r town* and we will send yon abso¬
lutely* free a regular oO-eetit copy of
one of the b«*st teaching pieces published. Sent! all coinmuuieatHms direct to the publishers.

FEIST & FRANKENTHALER

READ THE SPECIAL OFFER WE MAKE
To any reader of The Etude, we agree to furnish any

°r,0

for 20c., or any four copies for 60c., or ail six copies f
These special prices can only be obtained by

ordering

direct

and areouly offered to introduce this set of teaching pieces.

"I

ing an order be sure to mention this “ad," otherwise ibe

latest edition
Carefully revised, including the latest investi¬
gation into the science of music.

900 pages. Octavo, Half-leather, $4.50.

36 West 28th Street

PUBLISHED BY

NEW YORK, N. Y.

THEO. PRESSER, PHILADELPHIA, PA.

price of 25c. a copy will be charged.

The edition is simply

Amounts for less than $1.00 can be sent in postage stampsout a sample order and write for catalogue and thematic p
free, postpaid.
Address all orders aud communications

Publishers.

E.T. PAULL MUSIC CO
44 West

street New York

